H ANAT'OPEYZXH XE EIIITIMO AIAAKTOPA
TOY TMHMATOZX GEATPIKQN XIIOYAQN
THX PIAOZOPIKHY XXOAHX
TOY EONIKOY KAI KAITIOAIXTPIAKOY
I[TANEIIIZTHMIOY AGHNQN
TOY KYPIOY OLIVER TAPLIN
KAGHI'HTH KAAXYIKHE OIAOAOI'TAXZ
>TO MAGDALEN COLLEGE
TOY ITANEIIIZTHMIOY THX OZ®OPAHZ

Tnv 11" Moptiov 2013, nuépa Asvtépa ko opa 19.00, otn Meydin AiBovca
Tehetov tov  EBvikod wow  Komoowotpiokod Ilavemomuiov  Abnvov,
avayopevnke emityog SWAKTOp Tov TuNnpotog BaTpIK®V ETOVODOV ™G
Ddvocopikng Zyolg Tov Ebvikod ko Kamodiotprokov [avemotpiov AGnvov,
o koplog Oliver Taplin, Kabnynmg Kiaoowmng dioloyiog oto Magdalen
College tov [MTavemotpiov g OEPSPING.

HNPOI'PAMMA

* [lpooemvnon and tov Ilpdrovm tov EbBvikov ko Komodiotprokod
[Mavemompiov Adnvav, Kabnynm kdpro @coddcio N. Tekeypivn.

*  Xonpetiopog omd tov Kabnymm tov Tpnpotog Ocatpik®dv Zmovddv g
Ddvocoekmg Xyoing tov [avemompiov Adnvav, khpro Baitep TTovyvep.

*  [lopovsioon tov €pyov kol TG TPOCMTIKOTNTAS TOV TIUMOUEVOL OO TOV
[Ipdedpo tov Tupoatog Ocatpikdv Zmovddv ™ P1hoco@mc ZyoAng Tov
[Movemotpiov ABnvav, Kabnynm dpto [TAdrove Mavpopodortako.

*  AvoryOpevoT| ToV TIHOUEVOD:

Avdyvoon tov keywévav tov Pneiouatog tov Tunpatog, g Avaydpevong
Kot Tov  Awaktopikod Aumdopotog, amd Tov IIpodedpo tov Tunpoartog
Ocotpikadv Zmovdwv ™ Dhocopiig XyoAnc, Kabmymm wopo [TAdtwva
Mowpopodotoxo.

[Teptévovomn tov TiH®PEVOL pe TNV THPEVVO g XyoAnc, and v Kooumntopa
™¢ Dhocopikng Zyoanc, Kabnymrpua Apodio A. MoCep.

*  Ouda Tov Twopévov e Oépa: «Bringing together Philology and Theatre: An
idea sown at Epidavros in 1962.
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MAATQNA MAYPOMOYXTAKOY
Kabnynm, [poédpov tov Tunpoatog Ocatpikdv Zmovdmv g PIAocoeIKng
Yyohng tov [avemompuiov ABnvaov

IMAPOYZXIAXH TOY EPI'OY
KAI THX ITIPOXQIIIKOTHTAX TOY TIMQMENOY

Kvpiot Axodnpoiiot

Kvpie [Tpotovm,

Kuvpieg xon kopror Kooumnropeg,

Ayammtég Ko Ayommtoi Guvadeipot,

Ayommtég pormTpieg kon Ayommrol ot Té,

Ayammég pikeg,

Ayammrot @iAot,

«From early on in my graduate studies [...] | knew that | wanted to develop
interpretation through performance, and to work out methods for inferring
performance from the implicit evidence of the texts themselves» n e&oporoyntucy
ov Stamtiotmon tov OMPep Tamhv! vopilom ot pe Tov KoAdTepo Suvatd TPoTo
LLOG EMTPETEL VOL TTPOGEYYIGOVLLE TO EPYO TOV, KO VO, OVOSEIEOVLLE LLE TOV TIO GOLPT|
TPOTO, TOLG AOYOVG IOV OONYNCAV GTNV OOPACT| TNG CNUEPIVNG OVOYOPEVONG
T0L o€ ddaKTopa Tov Tppatog Osatpikdv Zrovdmv tov EKTIA.

Ag pov emrtpomel vo Eekviom, T onuepwn laudatio, pe v akodAovtn
damictwon: Oco 1 moykdopa oknv ™G KAIGIKNG PUAOAOYiNG OoQeilel 6TO
EPEVLVITIKO £PYO0 TOL TYWMOUEVOL, GAAO TOGO 1 Ypapn Yia To BEatpo, 1) BeaTporoyia
opeidel ot OwackoAio tov. Me avty ™ Poowk okéyn oto pooAd Oa
pocnafnow va mapovoldow 10 £pyo Tov OMPep Tdomlv, otov meplopiopévo
YPOVO €VOC eYK®UIOL, OGO KATL TETOO Etvorl duvatd, Bewpmdvtog 0Tt 10 Pacicd
VAUO. Y0 VO TOPOKOAOVONGOLUE TNV TVELHOTIK TOL Topeior €vor 1
OTOPACAAEDLT SOTPNGCT| TNG LGOVOUNG TOPOVGIOS TV TEKUNPIOV TG GKNVIG
KO TOV TEKUNPL®OV TOL YPartoh AGYOV GTI GLALOYIGTIKY TOV.

O OMPep Tamv omd 1o 1973 didate apyoior EAANVIKE, AATVIKA Kot opyoio
eMnvikn Aoyoteyvioo oto Magdalen College, g O&popdng £mg to 2008 mov
ocuvta&lodothiinke. 1o SoTnpa TG MOAKTIKNS TOL TTopovsiog otnv O&pdpdn
vmpée emiong kaBnynmg vy onuovtikd dswotuate oto Dartmouth College,
New Hampshire (1981) oto University of California at Los Angeles (UCLA 1987,
1990) omv Ecole des Hautes Etudes en Sciences Sociales, oto Iapiot,
aviemotéhdov  péoc ™¢ Bpetovikic Axadnuiog, Ilpodedpog tng €voong

! To mapadepa amd o avéxdoto Kkeipevo tov Oliver Taplin «Brief journal of my academic life—
journey (so far)» mov pov nopadddnke yio va TepAnEOel 6 GLALOYIKO TOHO TOV Evpmoixod
Awroov Epevvag kou Texunpioons tov IHopaotaoewy tov Apyoiov EMnvikod Apduorog (vmd
£Kkd0aom)
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Klaoowdv Zmovdmv g Bpetaviog. Tympévog pe onpovtikd okodnpoikd
Bpopeio [Cromer Greek Prize —British Academy, 1971, Conington Prize —1974]
Eextvnoe oA Vopig TNV oKAONLLOIKY] TOV TOPOVGI0 0POV OAOKANPMOGE GIOVOEG
oto Corpus Christi College, g O&poponc. Katd to didota Tov omovddv Tou
otdOnke kabopioTikn N emidpact dVO PAOTIGUEVOV TPOCSOTIKOTT®V, Tov John
Gould kot tov Eduard Fraenkel, otnv O&popdn kabamg kat tov Bernard Knox ko
TN TOPOLLOVI] TOV Y10, LETARTUYIOKEG oTtoVdEG oty Ovdotyktov. TTapdiinia. dpmg
UE TG omMoLdég Tov oty KAOWK ¢uwoloyia o @ortntig OMPep Tamiv
kaBopileton amd ™V avdyvoon Tov Keyévov tov mbomolod, Bwcdpyn Kot
oknvobét Harley Granville-Barker (1877—-1946): ot mporoyoi Tov ota £pya oL
Yai&mmp doxnoav Babdid enidpact otov TPOPANUOTIGUO TOL Kot TPOKAAEGOV TIG
TPAOTEG OKEYEIG YL TN ovVOEST) Tov Bedtpov pe TG KAUGIKEG OMOLOLC,
Amopaototikd poro 6° ot TV KatehBuvon Emaiée Ko 1 yvopyio Tov pE To £pyo
TOV oVYYpaeé, oknvobét Kot 1topkod tov Bedtpov John Louis Styan (1923—
2001).

Ooco xaipo yoo T SIpOPE®GCT) TG OKEYTG TOL LINPEE 1) KATA T, POLTITIKA
TOL YPOVIOL ETOPT| LLE TO EPYO CNUOVTIKAOV OKOIHOTK®OV Kot S1vonTadv, GAAO TOG0
vmpge onuavtik M emaen tov pe v EAAGde kon to gAAnvikd Tomio.
Agxaoxtdypovoc gountg o 1962 épyeton Yoo TpadTn Qopd pe 0 Tpaivo GTNV
ABnva, totE TO TaIOL KpoTovse TPeLS PEPES, K amd tov [epond mpe 10 pkpd
mholo mov myouve oty TTod Emidawpo, ki amd exel oto apyoio Oéatpo. H
Topokolovnon tov mapactdcemy 6to Béatpo ™ Emdavpov doxnoav Pobid
emidpaon otov veapd tote pornth. Etvar 1 otrypn ot {om tov mov Stapodpemoe
TO GUVOAO TG EMGTNLOVIKIG TOV TOPOVGIaG: KaBOpIoe Oyt HOVO ToV KOKAO TV
EMOTNUOVIKAOV TOL EVOLIPEPOVIMV OAAG KOl TOLG TPOTOLG TPOCEYYIoNG KoL
avOALOTG TNG apyoiog EAANVIKNG Ypoppatodoyias. Towg 1 amdivtn emPePaicoon
QTG NG EMOPOIONG VoL €ivan 1) onpepvn 1o TEAET Ko 1 embopion Tov va Hog
amevBUVEL GNIEPX LU0l OLALDL Y10L T GYEOM TOV LE TO OTO TO LOYEVTIKO OPYOAIKO
B¢aTpo’.

To 1a&idt omv EAGda tov OMPBep Tamhv cuveyiotnke Ola o emdpevol
xpovia. Kabe ypdvo and tote péypt onpepa tpocéhete o yneidoo ot oy£on Tov
pe to opyaio keipeva, kabe ypovo 1o taidt oy EAMGSo mpooébete o
TopOTHPNOT, omavtovoe o€ Eva epmmuo. H Stapopemon g okéyng Tov Kot m
oHVOEOT] NG PIAOAOYIKNG TOL TPOGEYYIONG HE TNV EAAMNVIKN YE®YPOPIOL Kot TO
EMNVIKO ToTio YPOVO LE TO YPOVo eumhovTiOTav: 1 oyéorn ue v EAlGoa
OITOTEAEGE TO OYNUOL Y10 10 TPOGEYYIOT TN KAUCGIKNG PlAoA0Yiag Paciopévn

2 «I was a pilgrim, enthralled and fascinated by the theatricality of what | saw at Epidaurus, by the
unfolding power and pulse of the tragedies, the exuberant unpredictability of the comedies. They
turned the texts that I was so laboriously studying into living actuality, into tears and laughter, into
music and poise, suspense, physical expressiveness, audible and visible experiences. This was one
of the fortunate turning—points which | can now see, in retrospect, have shaped the course of my
academic life, and which, in their small way, may have affected the wider appreciation of ancient
Greek theatre over the past 30 years.» 6.m.
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OTI GOVOEST TNG HE TO EAANVIKO TOTO KOl T®™V ovOpAOTWY TOV LE 0L EDPLT KO
oTa0EPT] AVTILETOMION TV OPYOImV KEWEVOV Ol O BopaoTd Kot 1epd pvnpeior
™G avOpOTIVNG OoKEYNG OAAGL G EUTPOKTEG OMOTUIIMGCELS MIOG EIKOVOG TNG
TPAYUOTIKOTNTOG. AEVOG 0301TOPOG, OKOAOVOMVTOG TV TAPAdOCT) TOANLDY
TEPUYITAOV TOV TEPACUEVOV DV, TEPTIATNCE G€ OAOVE TOVG OPOLOLS KOl GE
oAa To povomdtio tng EAAGOag: amd toug Aghpoig ot Onpa, omd tic Muknveg
oTN ZIAPTN, ovoPloce TIg S100POUES TV TPOYIKOV TIPO®YV, OVIIETOTICE OAES TIC
EVOOKEWEVIKEG TANPOPOPIEG MG 0OMYOVG Y10, TN YEPAEN SLOSPOUDY GTOVE YDPOLS
OOV £JpOCaV Ol TPUYIKOL MPMES, avolNTOVIOG TNV TPOYLOTIKY EKOVL TMV
opyYoimV Tommv. AVTY| 1) TPOKTIKY] GXE0T LE TO KEWWEVO KOL TO XMDPO TPOCEPEPE
oe OG0oVG glyape ™V TOYXN Vo Tapakolovnoovpe pobnuato 1 SWAEEES Tov T
YOPE VO OVOKOADTTTOVHE EKTANKTOL TOO PPIoKETOL Y10 TOPASELY IO TO OOELTO
tpioTpato Omov £ywve 0 POvog tov Adiiov, vo KataAafaivovpe yori o Ounpog
OVOPEPETOL GE TOTOVOLLO, KO TOTTIOL TTOL Y10L Lo EIVOIL GTLEPQL ALYVMGTAL: Y10l TOVG
apyoiovg oKPOaTEG OMIoLPYOVoOY Lot EKOVOL TOL KOGUOL TOGO COQN Kot
EVaVAYVOSTH OGO EDKOAO VO Y10, LG VOL AVaGUVOECOLLE TNV EIKOVOL GUYYPOV®V
peyolovmdAemv oL dgv Eyovpe emokePel pOVO Kot PHOVO amd TV avapopd Ge
Kamowo amd to mactyvemoto pvnueio tovg. H artohoyio tov Opnpikav enmv, n
avolTnoT TV TOTOAOYIKADV TOVG CVOPOP®Y, OOTYNGE KoL GE Lo OKOUN LopoN
avalinmong ™mg Beatpidomrog Tov Keywévay. Ot tpdmot aenynong g IAddag
ko ™G Odvaoeiag otV opyodOTNTO ATOTEAECHV TO OTOYEID OV GLVEDESE TIG
OLNPIKES TOV OVAYVAGELS LE TN LEAETN TOV KEWEVOV TTOV OTOTEAOVV TO GO0 TOV
apyoiov dpaporoc. Ki avt n pedém e m oepd g odnynoe oty mpootddeio
KOTOVONOTG TV EIKOVAOV TNG OKNVIG KO TMV OTOTVIIMGEDY TOVG. ATO TOL KEIIEVOL
dpyoe vao SOUOPPAOVEL EIKOVEG TOL £PPIOKOV TNV OVTIOTO(l0L TOLG OTNV
ayyeloypoaeio. 'ETot S10op@dvovTal o1 TPELS Y(HPOl GTOVG 0010V EMIKEVTPMVETOL
N EPELYNTIKN TEPEPYEID KOL 1) EMOTNUOVIKY Tapovsio. tov OMPep TdmAry:
Apyaio Apdpo—Opnpoc—Ayysoypapio. Kot ot tpelg cuvdéoviar vrdyslo pe to
010 wavta vipo: v avalinon tov Beatpikod TV KaTavonom g EIKOVOS TOL
BedTpov Ko TV avadelEn ™mg oknvic. Tnv amdvinon tov epoTUdTOV TV
GLOKOTILOVV TN GYE0M HOG LE TO 0PYaio KOGLO 0tO TO PG TNG SKNVIG.

Mg GUOTNUATIKY] OVTILETOMION OWVIYUATOV 7OV HOVO LE TPOKTIKO TPOTO
pmopovv amavtmBovv o OMPep TamAv dnovpynce éva EMGTNHOVIKO EPYO TOVL
GAAOEE EOPAIMUEVES OVTIANYELG TNG KAOGCIKNG (PUAOAOYIAG Ko GUVEBOAE otV
avadelEn g onuociog tov Besatpikov omovdwmv. H memoiBnon tov ot
OTOLOONTOTE  KEIEVO, OTMOWONTOTE YPOTTI] EKOOYN TPOPOPIKOD AGYOL €ivarn
nuIteAnc av dgv yvwpilovpe to puoBpod, Tov TOVO TNG EKPOPAC, TV OmOYPOOoN M
TNV €VIOoT TG QMVIG, TV EKPPOCT TOV TPOCHITOV, TH GTACT| 1] TNV EKOVA TOV
TPOGAOTOVL TOL TOV EKPEPEL, OVOKOAEL OTN PVAEN HOV GTOWEIS TTOL &ouV
SotumBel omd onuavTIKONg avOpOTOVS TOV BEdTPOL.

3 «All students of the theatre—indeed anyone who has thought about human communication—must
be aware that the written quotation of any spoken sentence is a very incomplete transcript of what
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«Av 0. Epya ypopTnKay yio va ta. dovue ot oknvy, Go Expeme vo Oewpodue ot
elvau nuatedn) otav to. oafalovue. Tapo. féPora, dev mepievoviEe KaVeELS vo, Tel Ot
Ppiorer Tov Aplet Popeto 1 nuutedn otav tov owapacel, kou féfoia vapyovy
mwolAol wov  ouobovoviar  omOYoONTEVUEVOL GOl  EYovy  Toparolovbnoel o
mopdatach Tov Epyov koi Aéve: Oy, owtog dev eivar o Apdet tov Zailrnp . Av dev
UTOPOVUE VO KAvovuE Koo, Tpooikn yio. vo, feltiwoovus vo, Epyo tExvis, Oa
umopovoaue vo 10 ovoudoovue ‘teleimuévo —minpes. O APAeT teleiwoe—nTom
TANPNG—oTOw 0 2oIETNP EYPOVE TOV TEAEDTOLO TOD TTIYO0, KOL OTEUEIVE YLOL OGS VO TO
OOUTANPWOOVUE UE TNV KIVIOY, TH OKNVY, TO. KOGTOOWIO. 1} TOV X0pOo, OHAaon va
VTOVOKGOVE OTI EIVaL OTEANC Kl OT1 YPElGETal aTéS TIC TPOaBiiec»”.

H pnon aviketl otov ‘Evtovapvt I'kdpvrov Kporyk kon avtictoryel amdivto
otov mpoPAnuatiopd tov OMPep Tamhw.

O1 1peLg ympot TG KAMIGGIKNG PIAOAOYIOG GTOVG OTTOI0VG OTOTLTTMVOVTOL
ot mpoPAnuaticpol tov OMPep TamAy eivor copmg 0paTol Kot SO MPLGUEVOL GTA.
entd Biiio mov eEE6mae owToTeEA®S omd to 1977 péypt o 2008.

H ocvoyétion pe m oxnvi Kot TG TopopETpovs g TOpAoTacG EVOL TO
ototyeio mov katéotnoe 1o TpdTo PiPAio Tov OMPep Tamhv To The Stagecraft of
Aeschylus mov exd0bnke to 1977 ®¢ éva amd TO. TO ONUAVTIKA €PY0. NG
oOyypovng ayyAoemvng KAacIkig eioroyiag®. H oknviki téyvn tov Alsydlov
eCetaleton péoa amd T SpapaTIKn Asrtovpyic TV 1063wV kot TV ££00wv. H
Boowm 6éon cvvictaton 6TV Tapadoyr OTL Ot £I60d01 TNV GKNVI Kot 0t £50001
amd T KNV 08V amoTEAOVV amA®G £va. oTotyelo g dpdomg mov kabopiletl To
puOud ™G e&EMENC Tov Spduatog aAAG efvon Ta kKouPikd oToyeion Yoo TV
KOTOVONOT) KoL EPUNVEIR TV OTHACLOY, TV EVVOLDV OV QEPEL TO Kelpevo. 'Eva
€PY0  EOIKEVPEVNC QPUAOAOYIKNG OVOALONG TO OMOI0 O GUYYPUPENS TOV
OVTILETOTILEL TOLTOYXPOVO G Uit «GUKPOAN GTNV KOTELBUVOT KATAVONGNG TNG
“YPOULOTIKNG ™G OPOUOTIKNG TEXVIKNG TV EAMVoV Tpayikdv, epunveutiko
VIOLVILLOL TAV® GE OPLGUEVES TTTUXEG TG OUGYVAELG GUVOEST|G Kot Eval £yyeipnua
KEWEVIKNG kpttikio»®. H cuvéyeta tov TpoPANpaticpod Tov oyetikd e to Oépato
TOPAOTACTG TOL apyaiov dpapatog Ppioketor oto devtepo Piio tov Greek

was conveyed by the utterance itself. On one level we miss the tone of voice, nuance, pace, stress;
and we miss facial expression, gesture and the physical posture and positioning of the speaker and
addressee. Even more profoundly, the transcript does not convey the roles and social or personal
relationships of the real people involved, their past, their shared assumptions, the full
circumstances of the speech—act.» oto: Greek Tragedy in Action, 6.2

4 Edward Gordon Craig: «The Art of the Theatre. The First Dialogue», In: On the Art of Theatre,
Seven Arts Book Club, London 1958, . 143. (1" ékdoom 1905) Amdd. TTA. M.

5 The Stagecraft of Aeschylus: The Dramatic Use of Exits and Entrances in Greek Tragedy.
Oxford, Clarendon Press, 1977. Pp. ix + 508.

6 0.7. 6.1 « It is at one and the same time a reference book [a contribution towards the «grammar»
of the dramatic technique of the Greek tragedians] a commentary on certain aspects of Aeschylus’
composition, and an attempt at literary criticism» cf. Christopher Gill in Theatre Research
International Vol. 15/ 3 Sept 1990, pp.263.
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Tragedy in Action mov kuihopdpnoe o 19787 (icon ota EAdnvicd o 1988)%. Ed
N mpoorabeta va ameAcvBepwbel n apyoio eEMAnViKN Tpaymdia oo TIG deoUEHOELG
™G OKOONUOAKNG HEAETNG Kol VO EMIOTPEYEL GTN KNV otnpixdnke otig i01eg
BooiKég TOPAdOYES LLE TOPOTNPNCELS KO TOPAOETYUOTO OO TO VIOAOUTO GO0
™G apyaiov opdporos. H Pacum Béon mwg to keipeva ™ apyaiog Tporymoiog Kot
KOU®diog mov éyovue otn 01dbeon pac ofuepa omoteAody ypamtd / Keipeva
(scripts) oyedacuéve, Vo TopOLCLIGTOVY OO OKNVIG OMTOTEAESE LLd. TTOPOOOYN
Oyl LOVO Y10 TNV oKUK KOvOTNTo OAAG Kot Y10, £VOL SIEVPVLEVO KOO TTOV
mepLEMdPave Ko Toug OMNUIoVPYoLS TOL BedTPOV LE APECO OTTOTEAEGLLOL KO TN
dMuovpyia VO ydPOL AP TOL KabyMT TG OEPOPONG LE TOL dNOLPYOVG
ToL Bedtpov.

H oyéon avt mov mepthopavel  otevn @ihia e Tov romty Toni Harisson,
Ho. @Aio, ToL cuveioTNKE 0TN cvvepyacia pe To EBvikd Ofatpo g AyyAiog yo
™mv mopdotaon TG Opéotelag Kol T GLVEPYAGIO HE GAAOVG OMUOVTIKOVG
oKknvobéteg kor  dnpovpyovg Tov  oyyhMkod Bedtpov oAAd won EAAnmvec
dnovpyovsg, aVAUESH GTOLG Omoiovg Bo avaeEpm, EVOEIKTIKE, Tov Atloviom
Ddotomovro, ™ Pévn Titraxn, ™ Avdia Kovidpdov, mov yvapioe amd T cuyvi
GUULETOYN] TOV GTO. GLVESPLO TV AgAPOV Gxeddv kb ypovo petd to 1985. H
EMKOWVMVIES AVTEG 0ONYNOOV GTASIOKA GTO TO EVIOVO EVOLOPEPOV Y10l VOV GALO
YDPO: TOV YDPO TNG TPOSANYNG TOL OPYOLOV OPALLOTOG KOL TNG OPYOL0G EAAVIKNG
okéyng mov amotéhece 0 Bépa oto dVo emdueva dvo Pifiio tov An Odyssey
round Odysseus kot Greek Fire (1989 xau 1990)°. Ta dvo amotvmdvouy To
Kabéva pe drapopetikd Tpomo v meputeteln, Tov OAPep Tamhv pe mv v
OKEYT KOL TOV EAMVIKO YOPO AEITOVPYDVTOG KOTWG CUUTANPOUOTIKE 0AAG Ko
TPOOWKOVOLMVTOG To. Oéuata pe to omoic B acyoAnbel otnv cuyypaekn
mopaywyn mov Bo axoAovBncel. XT0 TPMTO UE AQOPUR TN SOPOU TOL
Odvocéa, mov amotédece TO BEpOL oG GEPAG PUSIOPOVIKOV EKTOUTDOV TOL
BBC, ot ocuvepyacio pe ™ obvipopd tov Beaty Rubens, ocvvdvaleton m
apyooyvosio tov OAPep Tamiv pe mv aydmn v tov Opnpo kot o EAANVIKO
TOTiO, HE VoL TAOVTO YVACEWY KOl OVAPOPOY GE EMPIDCELS TOV GTOYKEIDV TOV
OLNPIKOV £T0VG OTNV TOYKOGHLO, AOYOTEY VIO Kot TEYVN. AVTA 1| GUVIEST] TOAD
ypnyopa, odnyel tov Tamhv ot cvyypoen Tov exduevov Piffiiov mov pe tov
titho ElAnvikov TTop (dnwg to petéppooe 1 'Eieva TTotpuciov to 1992) egetalet
TOLG TPOTOLG KaTavonong g apyoioag EALGSac arnd Tov chyypovo KGO, TG «O
GUYYPOVOG KOGHOG GvTAnce Eumvevon omd, oviédpace Kotd, Luuionke,
UETEMAOOE, TOPDOONCE, OVOKVUKAWOE, LIOVOUELSE M déyxOnke v ‘Khoowkn’

7 Greek Tragedy in Action, London and Berkeley 1978 (revised edition 1985); Translations: Greek
(Athens 1988); Japanese (Tokyo 1991); Polish (Warsaw 2005).

8 H apyaia eldnviii paycwdio. oe oxnvi; mapovsiaoy, petdppoon B.Aonuopdt, Exdoceic Anp.
X. Momaonpa, A6Mva 1988.

% (with B. Rubens) An Odyssey round Odysseus (BBC, London 1989).—Greek Fire (London 1990;
New York 1990); Dutch (Utrecht 1990); Portuguese (1990); French (Paris 1990); German
(Stuttgart 1991); Greek (Athens 1993).
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EAado» 1. To evdiagépov yia thy mpoéchnym tov apyoiov mov emPefordvovy
T 300 PiPAia awtd dev vrtdpyel apPPorio 6TL 001YNCE GE HEYOAO TOGOGTO TOL
Buota tov OMPep TamAv otov ayyAdemvo oAAG Kot Tov dedvn aadnpoiKo
YDPO KoTd T Ypdvia Tov Bo akolovOncovy.

H evaoydinon pe tov Ounpo mapovcidletor oto emdpevo PiPpaio tov. To
ayopt amd v AyyAlo mov meprdtnoe oe oAoKANpN v EAAGSe avalntodviog to
oym tov opyoiov tomov eixe mavto pall tov, oe évol depudTivo Gakiolo,
oyopaouévo amd 10 Movaotnpdkt, o opnpikd £mn. O dpylog kabnynmc or” v
O&EPOpOM Ta. YPpoVIa. ToL akoAovBovv emokénteTon TV EAAASH kdBe popd e T0
{010 cokidio kot whva pe to o Pifiio. To Homeric Soundings mov exdidetat To
1994 GuvduaLeL TOVC TPOPANUATIGHOVE Yi0: THY TOPUGTATICOTITO TOV OHNPIKOY
EMMV, LE TN OMOTONMGCT] TNG TOMOYPOPIOG OTIG OPYNUOTIKES TEXVIKES, TNV
TPOPOPIKATITO, TOL ETOVG LE TNV TapaoToTkOTTo. H cuoyétion tov keyévov pe
TOLG TPOTTOVG ATAOSOCTC TOV, 1 IOYXVPY| CTLAGIOGOTNON TNG TPOPOPIKNG S1ddooNg
TOV, 1 TOPOVGIACN TV UeYGAWY evoTiTV 7oL T0 KoBopilovv kon n chvdeon
TOVG LE TOV OPNYNUOTIKO ¥POVO TPOGAIOEL GTOL OUNPUKE M1 T YOPUKTIPIOTIKG
oG mdNg HeydAng OtdpKelg mov oPeiAEL T HOPPN TNG OTN EMITEAECTIKY TNG
SBGTOGN KO TN GYE0N LE TO KOO TV OKPOATAOV TG,

H mpoxticn) S146T00m 6TV AVTIETAOMION TOL OUNPIKOD £TOVG oL KPVOPRETOL
Tiow amd ™V mpocgyyion tov Tamiv vopilm 6Tt Tydalel amd To EVOIPEPOV TOV
vy Tig oknvikég t€xves. Katd tov id10 1pomo mov peAETd T Stadpopeés TV
NPO®V oTov apyaio koécpo tov Odvecéa 1 Tov Owiroda avtipetomiloviog TV
TPAYUOTIKY O100TOON VTOV TOV SOOPOUMY, dNANS TV KIviion TV Mpaov
HECO GTOV YEMYPAPIKO YMDPO, EVOLOPEPETOL KOL YIOL IOt OKOUN S1oTOo TNG
Beatpucig mapdoTaong: ™ JlGToPd. TG OToV XOPOo £E® ammd v ABMva Kot T
LETOTPOTN TNG O Oy, O1AS00NG TOV KOWMVIKOV KOl TOMTIKGOV 0DV NG
ABNvog og 0Aec TIg mOAeS Tov eEgEAMNVIcpEVoL kdopov. To evowpépov Yo v
mopeio. Tov apyaiov dpapatog € amd v ABnva amotéhece ™ YéQupa
oOVOEOoNG HE TO €VOWPEPOV TOL Yoo TV ayyewoypapio. H perém tov
amEWOVIGEOV NG Kopmdiag ota ayyeio g Kartw Itodiog mov amotélese to Bépa
Tov PBAiov Comic Angels (1993)'? emBePaince Tic amdyelg yio ™ Siédoct| Tov
apyoiov OpauaTog poKpld amd v Abnva Kot Yoo To OTL TO. KEipEVO anTd
OTOTEAOVOOV 0L OVOyVOPIGUN TOMTIGTIKY OEEAUEVT 1O0EDMV KOVAV Y10, OAO TOV
apyoio kocpo. H tpogodocio g eucovoypapiog tov ayyeimv pe Bépata omd to
apyaio dpdpa amotélece To BEUa Tov TeEAevTaiov Piiiov tov OMPep Tamiw. To
Pots and Plays (2007)'® mapovctdlel avaluTikd TIG GKNVES TOV 0pYOLiov SPApOTo

10 EXdnviov ITip, petdopoon Eeva Hotpuciov, Kastavidmg 1992, ol 7.

1 Homeric Soundings. The Shaping of the Iliad (Oxford 1992, reprinted in paperback, 1994).

12 Comic Angels—and other approaches to Greek drama through vase—painting (Oxford 1993,
reprinted in paperback, 1994).

13 pots and Plays. Interactions between Tragedy and Greek Vase—painting of the Fourth Century
BC (Getty Museum Publications, Los Angeles, 2007)
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ol omoieg So®lOVTOL OGNV AYYELYPOPIo. OVOOEIKVOEL TIG OAANAETIOPACELS
OVALLEGOL OTIG EIKOOTIKEG TEYVEG Ko TO BEATPO, amocapnViLeL TO TEPLEYOUEVO TMV
EIKOVOV AL KO OTTOKOADTTTEL TO BAELO TOV GLGTNLOTIKOV BeaTi) TOL KpOPETon
mo®w amd TN poTid Tov KAOoIKoO @udloyov. H e&nynon tov oknvov mov
QITOTLTIMVOVTOL GTOL COLOHEVA OyYEin GE JAPOPEG GLAAOYEG VA TOV KOGLO deV
gtvol HOVO Lo TOPOLCIOCT] YONTELTIKMY OMOVTIGEWDY GE OIVIYLOTIKEG EKOVEC
OAAG Kot 1 OTTOKGALYT| TG OMNUOPIALOG £PYOV TTOV YVOPIGAV T dOEN. TNG OKIVAG
GTNV EMOYI TOLS Y10, VO, TEPAGOVV O A0 TOUG EXOUEVOVG OLOVEG.

H ocvomuotiki ueAétn g oyyEloypaeioc omoTEAESE TOVTOYPOVE KOL TNV
emPePainon pog ENPETIKA CUAVTIKNG TPOTNG OTNV EMIGTNUOVIKY| TOL TOPEioL:
™ GTPOPN ot CNTAUATO TTPOGANYNG TOL OPY0iov SPAUOTOS (G TOPOCTAGLUKOD
yeyovotog. To evopépov antd TPoPodOToEe TV avVAANYM TPOTOBOLAIDOV TOL
Oyt HOvo eméPare vEO OUTUOTO OTIG KAUGIKEG OTTOVOEG OAAG GUVEROAE Kot GTNV
aVATTLEN EVOG GLGTNLATIKOD SLOAGYOL UETOED TV KAMIGIKMY GIAOAGY®OV KoL TV
Oeatpordymv. H oyxeddv tovtdypovn idpvon omv O&popdn tov Archive of
Performances of Greek and Roman Drama pe ) cuvepyoocio tg Edith Hall xou
g Fiona Macintosh, to 1996, kou tov Evpomaikod Awtvov ‘Epegvvag kat
Texunpioong twv Iapactdcewv tov Apyoiov EXAnvucov Apdpotoc pe
ovvepyacio Tov Tunpoatog Osatpicdv Xmovdmv tov Tavemompiov Abnvav to
1995 &tvon 1 umpakt amddEEn awtod Tov evilapépovtoc. H cupetoyn tov otig
V0 OTEG LOVASES OIKAONLLOTKTG £PEVVOG OOTYNGE GTNV £KOOGT] EVOG ONULOVTIKOD
aplOpov PPAM®V GYETIKG e TV TTPOGANY TOV 0pY0iov SPALLOTOC KOt TV KPITIK
OVTILETOTIOY TOV TOPACTAGEDY TOV GTO OTOl0L HE TO éval 1) TOV GAAO TPOTO
GULULETEYE: TN ONUAVTIKN GLUBOAN ToL oV Tpiydwoon ékdoon [lapootacels
Apyaiov EMnvikod Apduotos atovg Nedtepovg Xpovovg mov ekdoOnke oty
AbMva ard tov Kactovidomn to 1999 —10 npdto Pifiio amd 10 cuvédplo mov
dopydvmoe 10 Evponaixd Aiktvo to 1999 oty Képrupo—, pe 1o apbpo « Greek
with Consequence’: The Rebirth of Ancient Drama in Modern Theatrey,
akohovOnoav ot cLALOYIKEG exdocelg Medea in performance 150002000 (2000),
Oxford Studies in Ancient Culture and Representation (2004), Agamemnon in
Performance, 458BC to AD2004 (2004) mov empueAOnKe e Toug GLUVEPYATEG TOV
Apyeiov g O&opdng kabmS Kar 1 oykdIMg £xdoon Literature in the Greek and
Roman Worlds. A new perspective (2001) ov o i310¢ Supdbuve Kot empedOnie.
Tty ekdotik) Tov dpactnpdmra mepopPivovron X kou 1 idpvon Tov TOAD
emruynuévov meplodikod OMNIBUS 6mov dnpocievovtar apbpa véwv epevvntov

14 Medea in performance 150002000 ed. with Edith Hall and Fiona Macintosh (Legenda, Oxford
2000); Literature in the Greek and Roman Worlds. A new perspective (Oxford 2000). Overall
editor and contributor of «Introduction» (pp.1-17) and «The spring of the Muses: Homer and
related poetry» (pp. 22-57). Reissued as two paperbacks, 2001; Oxford Studies in Ancient Culture
and Representation (ed. with RRR Smith and Simon Price), Oxford 2004; Agamemnon in
Performance, 458BC to AD2004 (ed. with F. Macintosh, P. Michelakis and E. Hall) Oxford 2005.
15 OMNIBUS, issues 1-3 (Founder Editor), 1011, 18-19, 28-29, 37-38; The Collected Essays of
Colin Macleod (Oxford 1983).
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TOV KAMIGIKAOV GTOLdMV, KaBMS Kot v TOUO Le SOKIHIOL TOV TPOMPOL YOUEVOD
Colin Macleod.

Avt 1 obvtoun avadpop] 6To GLVOMKO £pyo dev avapépOnke 6To TOAD
ONUOVTIKO SOOKTIKO TOV £pyo: YU 0UTO 10MC O KOTAAANAOL €ivol Ot deKadeg
AIOPOLTOL, Ol POITNTEG KO Ol POITHTPIEG OV EUTVEDCTIKOY OO T O1000KOAIN
TOL OGOV TO EAANVIKG YPALLOTO, Kol 0plepdinkay 6TIC KAOGIKEG GTOVOES,
molol omd Tovg omoiovg etvar poall pog ofuepa. e avti TN OoTACN TG
TOPOVGiog Tov oPeideTar ko 1 aplepwuotiky ékdoor Performance, lconography,
Reception mov ekd6Onke 0 2008 5Tov Titho cuvumdpyoLY Ta Tpiot TESia OV O
OMPep Tamhv koAMEpymoe Gl avtd ta xpdvie. H mpodtaén g mopdotoong
(ot givan M évvola g Performance £3®) 6Tov Titho 0LTOD TOV APIEPOUOTIKOD
TOpoL elvon lom¢ Kot M Okoiwon NG HEYOANG mpoomdbelng Tov Yy v
TPOGEYYIOT TOV KAUCIK®OV KL TOV BEATPIKMY GTOVIDV.

"Exovv mepdioetl YOpw otol £1K0CL Ypdvio. oo TOTE TOL TPMTOCVVOVTIONKOLE
pe tov OMPep Ty, ko dekagll ypovia and tote mov pe éva eyyAéliko tlur,
copdforo, péco oe po. Kotoppoktdon PBpoyn oty Képxuvpa 1dpdoape T0
Evpomaikd Aiktvo ‘Epevvoc ko Tekpunpioong tov [apacticenv tov Apyaiov
EAMnvicod Apapotog pe v amo@aciotikny cuvopoun tov Baktep TTovyvep. Amod
tote pEypL onuepa 6 OMPep Tamhv ftav 0 mo otabepdc cLVEPYATNG KoL O TTO
SUVOLIKOG  EUTVEVLCTIG TMV OPOCTNPOTATOV TTOL TPAYUOTOTOMONKAY HE TN
GLUPOAT TOAADY TOVETIGTNILOK®Y, LEADV TOV AKTHOV 0td TOAAES ELPMOMOIKES
xopes. O ddokorog oto [Tpdypappo Metomtuyiokdv Xrovdadv oto [Tavemotuo
ABNVoOV Kol 0 YOPICUOTIKOG OMANTG TV KOAoKopwmv potnudtov omy
Enidavpo, 0 povipog eidog e eEMANVIKNG aKoSNOIKIAG KOVOTNTOG KOl O TAVTOL
TEPIEPYOC EPELVNTIG TOV EAANVIKOD TOTIOL, O OPIEPOUEVOS OTIG KAUCIKEG
omoLOEG AdTpnG Tov Beatpikod AOYov, 0 KAAGIKOG PIAMOAOYOG HE TN GTACT| TOV
ocovvewntov Beartr). Amd v ABnva ot MovepPocia, kor omd ™mv Emidovpo
otovg Aehpovg, and to Ppoxepd Aovdivo oty nAidlovstn Kaipopvia, o Ayyhog
KaBnyntg ta&devet pe Tov Ounpo 6to Gokido Tov Kot e TV 1010 veavikotTo
popdleton pall pog kabe tov avoakdivym. o 6Aovg avtovg Tov AdYoug TO
Tunpo Oeatpikdv ZToVd®V AmOPACICE VoL OmOVEIEL ToV TiTAo Tov Emitipov
ABAKTOPa, TOV VYIGTO TITAO TOL UTOPEL VO TPOCPEPEL GE EVOL AOTTpd PENOG TG
TOYKOGULOG  OKAONUOIKTG KOVOTNTAG LE TNV VY] Ol GULVOVTHGELS Kol Ot
avToAayég avapeca ot KAOGIKN QUAoYio Kot Tig Oeatpikéc omovdés va
cuveyioouv ta emdueva povia auTd TOV TOCO YONTELTIKO SIGA0YO0 OV £0POIMGCE
o1 oebvn axadnpoikn kowdtnTa pe o £pyo tov 0 OMPep Tomiw.

16 Reverman Martin & Wilson Peter (eds): Performance, Iconography, Reception. Studies in
Honour of Oliver Taplin, Oxford 2008.
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OLIVER TAPLIN
Kabnynm Kiacowmg doroyiog oo Magdalen College tov IMavemompiov g

OLpopdng

OMIAIA
BRINGING TOGETHER PHILOLOGY AND THEATRE:
AN IDEA SOWN AT EPIDAVROS IN 1962

Madame Kosmetor,

Ladies and Gentlemen,

Colleagues and Friends,

When 1 first set foot in Athens on a spring day in 1962, after three and a half
days on the train, | could not have dreamt that 51 years later (after three and a half
hours on the plane) | would come back to this splendid ceremony. Yet that first
visit, when | stayed in Greece for four months, changed my whole life, and planted
the seeds of my future work in the study and performance of ancient Greek drama.
Firstly the warmth and vitality of the people I met, along with the beauty of the
landscape and the refreshment of the sea, have led to Greece becoming my much—
loved second homeland. And please believe that in these hard times Greece still
has many friends throughout Europe—l mean real people whose lives have been
made fuller by their experience and knowledge of Greece.

And secondly | discovered back then that ancient Greek drama did not mean
only the great texts, but inextricably included their performance, alive in the
theatre 2500 years ago, and still alive today. The key location for this revelation to
me was Epidaurus. | would like to take this opportunity to tell you how that came
about, and something of what it has led me to since then. But, before | continue in
English, let me first thank you, in your mellifluous language, for this great honour
bestowed by the National and Capodistrian University, an honour which, | feel,
crowns my academic career.

*kk

So in 1962, by the age of 18 | was already captivated by the theatre, and had
acted in school-plays. So when the summer festival began at Epidavros that year, |
caught the little passenger—boat, the Galene, over to Palaia Epidavro, and began to
hang around the theatre. Soon | managed to persuade the formidable Katina
Paxinou to allow me to sit in on rehearsals; | made friends with some of the actors;
I slept on a roof in Ligourio, and sometimes with the Red Cross in their tents in the
sanctuary itself. 1 remember seeing Bacchai, Helen, Herakles and Oedipus at
Colonus. Those performances made a huge impression on me. And they meant
that, before | started studying the texts at University, | was already keenly aware of
their performative dimension. Their theatricality was never secondary for me.

I can tell you the moment that | remember most vividly: it was towards the end
of Oedipus at Colonus, when the thunder has sounded, and Oedipus realises that it
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is time for him to depart to his death. Throughout the play the blind man has, of
course, been totally dependent on his daughters to guide his every step: but now he
leads the way, and those with sight follow behind him. How well I recall Alexis
Minotis setting off, with his hands stretched out in front of him:

My children, follow me this way—

I’m strangely turned into your leader, as you have been to me.

Move, step, but do not touch me;

let me find out for myself the sacred grave

where it is fated that | shall be hidden in the land.

This way... here.... come.... this way.
™Mo, Ode, THde Gate

When | was fortunate enough 4 years later to have the opportunity to embark
upon research, | already knew that | wanted to study Greek tragedies as
performance. My early work was very much text—based-I was a student of Eduard
Fraenkel after all-and | worked with the basic axiom that, if you study the text
carefully enough, all the evidence is implicit there for how the plays were
originally performed, performed under the direction of the playwright, himself the
didaskalos. And at that time | tended to maintain that modern performances should
also faithfully follow the stage—directions built into the text. I still think that this
approach can open up potential significances within the plays, and | hope to
illustrate for you later, but I would no longer be so prescriptive or so rigid. And,
indeed, | now believe that ancient Greek actors were already in the fourth century
BC beginning to stage the plays in ways that were significantly different from the
original first performance.

The fourth—century BC was, indeed, the first chapter in the long and multifarious
story of what we now know as the «Reception» of ancient drama. Reception-studies
ask what has been made out of the creative works of the past; how have they been
reworked and recycled, and made anew over time? What do they mean to each
changing era? This has been a growing interest of mine since that initial period when
| was occupied with the more philological and historicist approach.

And, again, it was a visit to Greece was crucial for me: this time to Delphi. In
1985 the European Cultural Centre of Delphi organized a hugely ambitious
international festival of performances of Greek plays and their modern renewals. |
think 1 owed this eye—opening invitation to the enterprise of Theodoros
Terzopoulos; and | came in the inspiring company of Tony Harrison, who | had got
to know through the London National Theatre Oresteia in 1981. Other participants
included, I remember, Heiner Mueller, Tadashi Suzuki, Eugenio Barba and Robert
Wilson. | saw memorable performances from Japan, the old East Germany, the
United States; and, not least, | saw the Theatro Technis of Karolos Koun. It was also
there in 1985 that | first met two wonderfully creative people with whom | have
remained in touch with as friends and collaborators: Dionysis Fotopoulos and Lydia
Koniordou.
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In many ways it was that meeting at Delphi that led to my television series
Greek Fire, to the foundation of the Archive of Performances of Greek and Roman
Drama at Oxford, and to the European Network of Research and Documentation
of Performances of Ancient Greek Drama (ARCNET). This Network was more
directly the fruit of my meeting in 1992 (at Komotini in fact) with the youthful
Platon Mavromoustakos, then a junior member of the Dept of Theatrologia here in
Athens. Our first European gathering was held in 1997; and we have also run
regular and highly successful Summer Courses at Epidaurus between 2002 and
20111 very much hope we shall be able to revive them before long, and so be
able to continue to train the next generation of scholars both in Classics and in
Theatre Studies together.

There have, of course, been other strands to my work over the years. | have, for
example, written a book on the lliad; and | have worked on the reception of
Homer in modern poetry in English. | have also been much occupied with the
interactions between ancient Greek vase—painting and the theatre, both tragic and
comic. This means especially the vase—paintings produced in the Greek cities in
the West, Megale Hellas and Sicily. And, most recently, | have been trying to
become a translator of Greek poetry into English verse, especially of tragedy. |
have tried to translate, not into pedestrian or everyday prose, but into a verse and
diction that bring out something of the musicality and the colour of the original
plays. And, naturally, | very much hope that my translations will, in due course, be
performed.

*kkkk

But, for the remainder of this talk, I should like to return to the subject of the
inbuilt theatricality of tragedy, especially of Sophocles, whose plays | am currently
translating. And let me come at this through another subject I have been recently
working on: that stage of theatre—history which traces the spread of drama from
Athens to the whole of the ancient Greek—speaking world, from Pontus to Libya,
from Asia Minor to South Italy. This has led me to research about the troupes of
professional actors, small companies who travelled from festival to festival. They
are an indispensible strand in the story, even though we have so little direct
evidence about them, at least from before about 300 BC. | have posed this
question: who would have been the personnel in any such companies? And my
provisional answer is that they would be led by a celebrity protagonistes, and there
will have been two other actors, and, | think, a koryphaios to take on the speaking
parts of the chorus. Also there will have been, in all probability, a musician and a
stage—manager—a skeuopoios. The importance of this function in the ancient
theatre tends to be underestimated, | think (possibly in the modern theatre as
well!). We know that the skeuopoios made the masks; and he presumably also
manufactured or procured the portable props—the skeue—and, for the travelling
companies, at least, any stage—objects of any kind that were not part of the
permanent equipment of the host theatres.
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So | have been looking at the relevant vases, almost all, as | said, from Megale
Hellas and Sicily, and dated between 410 and 310 BC: what do they suggest were
the most frequently employed stage—properties? And their evidence is quite
revealing. The two most conspicuous are swords and altars. This is, of course, in
keeping with tragedy as concerned with conflict and violence; and with the
inscrutable gods. Other frequently occurring portable props include the skeptron
(the staff of authority), wreaths and travelling hats. Less common, but striking
when they do occur, are caskets, letters, bows and babies. Among the larger
objects that are found occasionally are thrones, couches, tripods and tombs. And
tombs are a reminder that, in a real sense, the corpse, the dead body (nekros), is a
quintessential physical object in tragedy. Indeed | would maintain that the
distressing emotion of seeing the corpse on stage, followed eventually by seeing
the actor of that role alive again, and receiving applause, is a central element in the
audience’s experience in the tragic theatre. (But that is another lecture!)

I shall now go on to suggest how theatrical practicalities of this kind may feed
back into literary interpretation. While translating Sophocles, it has struck me that
it would be instructive to ask what props, in each play, he, the poietes and director,
might have asked his skeuopoios to make. In some cases it almost seems as
though Sophocles has constructed the play around a highly emblematic stage—
object. Most obviously, for example, there is the sword in Aias; also the body of
Aias himself with the sword buried in it-that body is there at the centre of the
stage all the way from his death until the end of the play. In Electra there is, of
course, the famous urn, symbol of both grief and deceit. And, again, the corpse of
Clytemnestra in the final scene, simultaneously embodying revenge and deceit. In
Philoctetes there is the bow, a potent object which still carries the power and
values of an older generation of heroes. But as well as the bow, there are the
horrible, stained bandages around Philoctetes’ infected foot, the trauma that is
somehow inextricably associated with his special power.

Those are all plays in which significant props leap out at you, so to speak. But |
have also found it revealing to ask this same question of Oedipus Tyrannos, a play
where there are no such obvious answers. Indeed there are surprisingly few props
called for; and 1 suggest that this is directly related to the way that the play is so
much taken up with reconstructing and envisaging the past. The only two obvious
orders to place with the skeuopoios are the symbols of the suppliants in the
opening scene, and Oedipus’ bloody face with its gouged—out eyes in the closing
scenes. Not surprisingly, modern designers have found both of those offer
challenging material for them to work with.

There is, however, one small thing from the past that is so vividly evoked in the
play that it becomes a kind of «ghost prop»: | mean the creature that goes on four
legs in the morning. The baby Oedipus is first brought to life, so to speak, when
lokaste illustrates why prophets and oracles do not have to be taken seriously. Her
husband Laios received a prophecy that he would be killed by the son he had with
her. But, she says:
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As for the child, it was not three days old from birth

when he attached its ankle—bones together,

and put it into someone else’s hands to cast out

on a trackless mountainside.

That helpless little baby is not brought to mind again until the old shepherd
from Corinth tells Oedipus how he had taken the infant from the mountain of
Kithairon back to his home-town of Corinth; and how he had himself been given
him by a shepherd from Thebes, a slave of Laius. This is enough to make lokaste
realize the truth; but it only serves to make Oedipus even more obsessive in the
search for his origins.

Once the old shepherd of Laios has arrived, the «memory—baby», the «ghost—
babyy, is revived with a poignant and ironic vividness in this dialogue:

Old slave of Laius

Yes, that’s all true—although it was long, long ago.

Old Corinthian

Tell me, then, do you remember giving me

a baby boy to foster and bring up as mine?

Old slave of Laius

What’s that? What makes you ask me that?

Old Corinthian (indicating Oedipus)

This is him, my old friend—

he is the man who was that little babe.

86 éotiv, O TdV, KEIVOC OG TOT' MV VEOG.

That line, delivered with a kind of burst of delight, is actually a disaster—it is the
key missing-link that joins up the story of the past of Oedipus. It reconstructs the
way that all those years ago the fate of the baby was passed from one pair of hands
to the other. It might even be effective to reenact that moment on-stage by the
positioning of Oedipus between the two men who, years ago, passed on his life.
08’ £6Tlv, ® TGV, KEIVOC OC TOT 1V VEOG.

The survival of that child will provoke further bitter memories and
recriminations. As he realizes the truth, Oedipus asks the old shepherd, was it
lokaste herself—his mother—who gave the little baby over to him to dispose of it?
«Yes, it wasy. Then:

Oedipus

Why did you pass it over, then, to this old man?

To this the shepherd replies:

OT 1178

KOTOIKTIGOG, O dEGT0D’

I did it out of pity, master;

I supposed that he would take the babe
to where he came from, to another land.
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There is something terrible, something deeply «tragic», about the way that it
was an act of kindness, an act of pity for a helpless baby, that has led to these
disastrous consequences.

And Oedipus, after he is blinded, even curses the old man for saving him:

I curse whoever he may be

took the harsh fetters from my baby

ankles, saved me from fateful

extinction—I’m not grateful.
oMoLd’ 6GTIG NV....

This is tragedy at is most dark. Pity is generally regarded as a beneficial
emotion: after all, tragedy depends on pity being felt by its audience in order to
have its effect-an audience—member who refuses to pity will not be able to
appreciate tragedy. Oedipus’ curse is not a declaration from Sophocles that pity is,
in the last analysis, a mistake: far from it, what it says is that occasionally, we hope
rarely, human life can go horribly wrong, and in such terrible circumstances; even
pity may not rescue, at least not in the short term. But we—most of us most of the
time—are fortunate enough to be able to experience pity as a positive impulse in
human life. And not least in the microcosm of the theatre. We do not curse the old
shepherd for feeling pity. It was only human to feel pity, even though in this case it
was a link in a tragic story.

I hope that | have managed to convey with this illustration some idea of how
theatricality is indivisible from meaning in ancient Greek Tragedy; and how to
think in terms of performance, both ancient and modern, helps to release its
inherent power. | shall conclude with a less dark quotation from Sophocles. Do
you remember what Oedipus says to his daughters in OC when they are parting
company for the last time? This is after he had led everyone offstage (the Minotis
moment!), and it is reported by the messenger, who retells Oedipus’ words:

«Muy children, from this day your father is no more;

my whole existence has come to its end,

and you no longer need to bear the weary task

of looking after me. It has been harsh, I know,

but there is one small word erases all these sufferings:

and that is ‘love’. For you could never have had

deeper love than from this heart.

AAN’ v yo.p novov

T0. TA VT AVeL TadT £mog poydnuata.

TO YO.0 PUAEY 0UK £6TLY £€ 0TOV TAEOV

N T0Ude TAVIPOC £6XED

Even in hard times we have a great resource: the human ability to love: one
small word: 1o gireiv.

I thank you for your philia.
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